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Selected prints from the Collection of 
the Arthur Ross Foundation 


During the latter part of this century there 
has developed a ground swell of interest 
in the graphic works of the great Spanish 
artist, Francisco Goya y Lucientes. This 
renewed attention was evoked as much by 
Goya's superb artistry, in which he 
displayed daring originality for his time, 
as by his social consciousness and his 
attacks on the repressive institutions of 
his day. One finds deep satisfaction in his 
compassionate, sometimes cynical, some¬ 
times humorous portrayal of the foibles of 
the human spirit. His illustrations of the 
heroism, the cruelty, the hypocracies and 
the fantasies of men and women have been 
widely acclaimed. It was the great French 
humanist, Andre Malraux, who said of 
Goya's works, "... they are not just 
illustrations, they are literature." 

This exhibition of sixty-two of Goya's 
prints presents a cross section of his 
graphic oeuvre and includes examples 
from the four major series: Los Caprichos, 
Los Desastres de la Guerra (The Disasters 
of War), Los Proverbios (or Los 
Disparates), and La Tauromaquia. In 
addition, several individual prints as well 
as the famed lithograph, "Bullfight in a 
divided ring" are on display. 


Dr. Edward J. Nygren, Curator of 
Collections at the Corcoran Gallery of 
Art, has made an eclectic and interesting 
choice of prints from the collection of the 
Arthur Ross Foundation. We are delighted 
to have the privilege of placing them on 
view in Washington. The core of the 
collection can be traced back to two 
families in Scotland, those of Lt. General 
John Ramsay and Lt. General Maxwell 
Stirling. These officers were on the staff of 
the Duke of Wellington during the Iberian 
campaign of the early 1810s. When in 
Spain they collected a number of Goya 
etchings which were transported back to 
Scotland; many of these found their way 
to America. 

It was 187 years ago that Goya published 
the first of his Caprichos. The universality 
of his art is evident in the fact that the 
works exhibited here are as intensive a 
visual and intellectual experience today as 
they were for the artist's contemporaries. 

Arthur Ross 

New York City 


Francisco Goya, 1746-1828 


On the self-portrait that introduces Los 
Caprichos, the series of eighty aquatints 
published in 1799, Goya identified himself 
simply as "painter." A modest if accurate 
description up to that point in time. Court 
Painter to Charles IV, Goya was unques¬ 
tionably the most important Spanish artist 
since Velasquez. With the publication of 
Los Caprichos, however, he became 
something more —an etcher of enormous 
power and imagination. The subsequent 
series — Los Desastres de la Guerra, La 
Tauromaquia, Los Proverbios, and Bulls 
of Bordeaux— confirmed the genius 
revealed in that first set of etchings and 
established Goya as one of the greatest 
printmakers of all time. 

As an artist who excelled in both graphics 
and painting, Goya has been grouped with 
Diirer, Rembrandt and Picasso. Unlike 
these other artists, however, he came to 
prints relatively late in his artistic life. Los 
Caprichos was published when he was 53. 
The great majority of his graphic oeuvre, 
therefore, dates from the last three decades 
of his life. He was over 70 when he made 
his first lithograph, and almost 80 by the 
time he created Bulls of Bordeaux. Clearly 
experimentation is not, as we sometimes 
think, the preserve of the young. 

Goya did not gain critical acclaim in his 
lifetime for his prints. In fact, less than half 
of his totaLoeuvre of about 300 etchings 
and lithographs was brought before the 
public while he was alive. And those that 
were published — Los Caprichos, La 
Tauromaquia, Bulls of Bordeaux—were 
not great successes. None of these 
ambitious series was commissioned. Goya 
obviously did not create his works —even 
those dealing with the popular theme of 
bullfighting—with a ready market in mind. 


His career as a graphic artist spanned a 
catastrophic period in the history of Spain, 
in the history of Europe. It was also a time 
of personal trial. Los Caprichos was 
created six years after a severe illness left 
Goya deaf; Bulls of Bordeaux, three years 
before he died an exile in France, his 
eyesight failing. The period after the 
Napoleonic occupation of 1808 was one of 
declining fortunes. Products of his middle 
and old age, the prints reveal in their rich 
tonalities as well as unconventional sub¬ 
ject matter the intensity of feeling and 
profundity of thought that comes with 
maturity of vision. These macabre, 
grotesque, sometimes darkly humorous 
views of man and Spanish culture are 
distillations of life's experiences. They 
present a picture of an hypocritical and 
violent society. Images of a spent world, 
they are replete with the contradictions 
and failings inherent in human institutions 
and relations. 

It is not surprising that the disturbing 
compositions Goya created in those 
tumultuous years with their mixture of 
sorrow and cynicism, satire and pathos 
were not enthusiastically received. Few 
people want or expect art to shock them, 
to disrupt their equilibrium, to make them 
think. The pretty and inconsequential have 
always found an audience. As beautiful as 
some of these prints are with their delicate 
aquatint tones and rich chiaroscuro, they 
could not have been easy for his contem¬ 
poraries to accept or comprehend. They 
are not easy today. Once seen, the images 
recur in the mind's eye like unforgettable 
dreams, unyielding in their emotional and 
psychological demands. Like all great art, 
they speak in silence about feelings for 
which there are no words. 


Edward J. Nygren 
Curator of Collections 



After Velasquez 
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Aesopus — Esopo el fabulador (Aesop). 


In the late 1770s, Goya produced his first 
etchings. A number of these were copies 
after one of his favorite artists, Velasquez, 
the great Spanish portraitist of the seven¬ 
teenth century. It is not known when or 
how Goya learned the etching technique, 
but he may have been influenced in part 
by the graphic work of the Tiepolos, 
Italian artists who were in Madrid around 
1770. Although the etchings take some 
liberties with the original paintings now 
in the Prado, these early prints are 
essentially reproductive rather than 
creative in conception. 


Felipe III, 1778-9 

(Philip III, King of Spain) 

etching and drypoint 

14 9 /i 6 X 12% in. (370 X 310 mm.) 

D. Baltasar Carlos, 1778-9 
(Prince Baltasar Carlos) 
etching and drypoint 
13 3 / 4 X 8% in. (350 X 220 mm.) 

Aesopus — Esopo el fabulador, 1778-9 

(Aesop) 

etching 

ll 13 /i6 X 8 7 /i6 in. (300 X 215 mm.) 
trial proof 

Un enano [El primo], 1778-9 

(A Dwarf) 

etching 

8 7 /i6 X 6Ms in. (215 X 155 mm.) 








Los Caprichos 



El sueno de la razon produce monstrous (The sleep of reason produces monsters). 


The eighty plates that comprise this series, 
first published in 1799, are an incredible 
artistic achievement. Technically the series, 
which Goya began around 1797, is a 
masterpiece of aquatint etching, then a 
relatively new medium. In the first edition 
shown here, the artist's mastery of the 
subtleties of tone is brilliantly displayed, 
particularly in the dramatic handling of 
lights and darks. But the series is 
noteworthy for other reasons. Goya's 
graphic production till that point was 
limited. With Caprichos he became a 
creative graphic artist of the first 
magnitude. The individual plates are 
stunningly inventive and unconventional 
in composition and subject matter; their 
satirical commentary on Spanish culture. 


religion and mores is devastating. The 
works may also contain allusions to 
particular people as well as to classes. But 
the bizarre, dream-like imagery of the 
second half of the series, introduced by 
the paradigmatic "The Sleep of Reason 
Produces Monsters," does more than 
satirize the decadent and corrupt nature of 
Spanish society at the end of the eighteenth 
century; these representations of monsters 
and monstrous human behavior explore 
man's moral depravity and grotesque 
fantasies. It is hardly surprising, there¬ 
fore, that the repressive Spanish Church 
found them objectionable and that the 
edition, under pressure from the 
Inquisition, was withdrawn from sale 
shortly after its publication. 










Francisco Goya y Lucientes, Pintor 
etching, aquatint, drypoint and burin 
8 7 /i6 X 5% in. (215 X 150 mm.) 

Plate 1 

Que se la llevaron! 

(They carried her off!) 

etching and aquatint 

8%6 X 5% in. (215 X 150 mm.) 

Plate 8 

A caza de dientes 
(Out hunting for teeth) 
etching, burnished aquatint and burin 
8%6 X 5 % in. (215 X 150 mm.) 

Plate 12 

Bien tirada esta 

(It is nicely stretched) 

etching, burnished aquatint and burin 

9 13 /i6 X 5% in. (250 X 150 mm.) 

Plate 17 

Ya van desplumados 
(There they go plucked; i.e., fleeced) 
etching, burnished aquatint, and drypoint 
8 7 /i6 X 5 % in. (215 X 150 mm.) 

Plate 20 

No hubo remedio 
(Nothing could be done about it) 
etching and burnished aquatint 
8 7 /i6 X 5% in. (215 X 150 mm.) 

Plate 24 

Esto si que es leer 

(That certainly is being able to read) 
etching, burnished aquatint and drypoint 
8 7 /i6 X 5 % in. (215 X 150 mm.) 

Plate 29 

Las rinde el suefio 
(Sleep overcomes them) 
etching and burnished aquatint 
8 7 /i6 X 5 % in. (215 X 150 mm.) 

Plate 34 

Tu que no puedes 
(Thou who canst not) 
etching and burnished aquatint 
8 7 /i 6 X 5% in. (215 X 150 mm.) 

Plate 42 


El suefio de la razon produce monstruos 
(The sleep of reason produces monsters) 
etching and aquatint 
8 7 /i6 X 5% in. (215 X 150 mm.) 

Plate 43 

Obsequio a el maestro 
(A gift for the master) 
etching, burnished aquatint and burin 
8 7 /i6 X 5% in. (215 X 150 mm.) 

Plate 47 


Se repulen 

(They spruce themselves up) 
etching, burnished aquatint and burin 
8 y 4 X 5% in. (210 X 150 mm.) 

Plate 51 

Que pico de oro! 

(What a golden beak!) 

etching, burnished aquatint and burin 

8 7 /i6 X 5% in. (215 X 150 mm.) 

Plate 53 

Hasta la muerte 
(Until death) 

etching, burnished aquatint and drypoint 
8 7 /i6 X 5 % in. (215 X 150 mm.) 

Plate 55 

Y aun no se van! 

(And still they don't go!) 

etching, burnished aquatint and burin 

8 7 /i6 X 5% in. (215 X 150 mm.) 

Plate 59 

Sopla 

(Blow) 

etching, aquatint, drypoint and burin 
8y 4 X 5% in. (210 X 150 mm.) 

Plate 69 

Si amanece; nos vamos 
(When day breaks we will be off) 
etching, burnished aquatint and burin 
7% X 5% in. (200 X 150 mm.) 

Plate 71 

No te escaparas 
(You will not escape) 
etching and burnished aquatint 
8 7 /i6 X 5% in. (215 X 150 mm.) 

Plate 72 

Ya es hora 
(It is time) 

etching, burnished aquatint, drypoint and burin 
8 7 /i 6 X 5% in. (215 X 150 mm.) 

Plate 80 






Los Desastres de la Guerra 



Esto es peor (This is worse). 


Goya began work on The Disasters of War 
in 1810 at a time when Spain was ruled 
by Joseph Bonaparte, and the country was 
being devastated by war and famine. His 
work continued until 1820, well after the 
end of the Napoleonic War, the expulsion 
of the French from Spain in 1814, and the 
reestablishment of the Bourbon monarchy 
under Ferdinand VII. The series was not 
issued in the artist's lifetime, perhaps 
because of the repressive Spanish govern¬ 
ment. The first edition was published in 
1863 by the Academy of San Fernando in 
Madrid, which acquired eighty plates in 
the preceding year. As is evident from a 
set of trial proofs in the British Museum 
inscribed with titles by the artist, the series 
was projected to be slightly larger. The 


impressions from 1863, like those shown 
here, have the rich contrasts and overall 
dark inking preferred in the mid-nineteenth 
century, but they lack the tonal subtleties 
of Caprichos and of the trial proofs. 
Although the catalyst for the series was 
the French occupation of Spain and the 
devastation caused by the conflict, few of 
the images deal with specific events of that 
war. The emphasis rather is on man's 
inhumanity to fellow man under wartime 
conditions. The series is divided into three 
groups: the first (1—47) depicts atrocities 
and military actions; the second (48 — 64) 
records the effects of famine; the last 
(65 — 80) often deals allegorically with the 
theme. The publication remains one of the 
most powerful statements on the horrors 
of war. 




s ^ i r * 






Tristes presentimientos de lo que ha de acontecer 
(Sad forebodings of what is going to happen) 
Etching, burin, drypoint and burnisher 
6% X 8 n /i6 in. (175 X 220 mm.) 

Plate 1 

Y son fieras 

(And they are like wild beasts) 

Etching, burnished aquatint and drypoint 
6 Ys X SVa in. (155 X 210 mm.) 

Plate 5 

Que valor! 

(What courage!) 

Etching, aquatint, drypoint, burin, and burnisher 
6 Ys X 4 13 /i6 in. (155 X 120 mm.) 

Plate 7 

No quieren 
(They don't like it) 

Etching, burnished aquatint, drypoint, burin and 
burnisher 

6 Ys X SVa in. (155 X 210 mm.) 

Plate 9 

Y no hai remedio 

(And there's no help for it) 

Etching, drypoint, burin and burnisher 
5 n /i6 X 6% in. (145 X 165 mm.) 

Plate 15 

Ya no hay tiempo 
(There isn't time now) 

Etching, lavis, drypoint, burin and burnisher 
6% X 9 Ya in. (165 X 235 mm.) 

Plate 19 

No se puede mirar 
(One can't look) 

Etching, burnished lavis, drypoint and burin 
5 n /i6 X 8Va in. (145 X 210 mm.) 

Plate 26 

Car i dad 
(Charity) 

Etching, lavis, drypoint, burin and burnisher 
6 5 /i6 X 9Va in. (160 X 235 mm.) 

Plate 27 

Lo merecia 
(He deserved it) 

Etching, drypoint, burin and burnisher 
6% X 8 7 /i6 in. (175 X 215 mm.) 

Plate 29 


Esto es peor 
(This is worse) 

Etching, lavis and drypoint 
6Vs X 8Vi6 in. (155 X 205 mm.) 

Plate 37 

Grande hazana! con muertos! 

(An heroic feat! with dead men!) 

Etching, lavis and drypoint 
6 Ys X 8% 6 in. (155 X 205 mm.) 

Plate 39 

Yo lo vi 
(I saw it) 

Etching, drypoint and burin 
6 5 /i6 X 9 Va in. (160 X 235 mm.) 

Plate 44 

Madre infeliz! 

(Unhappy mother!) 

Etching, burnished aquatint and drypoint 
6Va X 8% 6 in. (155 X 205 mm.) 

Plate 50 

Nada. [Elio dira] 

(Nothing. The event will tell.) 

Etching, burnished aquatint, lavis, drypoint, and 
burin 

6 Va X 7% in. (155 X 200 mm.) 

Plate 69 

Las resultas 
(The consequences) 

Etching 

6% X 8 n /i6 in. (175 X 220 mm.) 

Plate 72 

El buitre carnivoro 
(The carnivorous vulture) 

Etching, drypoint(?), burin and burnisher 
6% X 8 n A 6 in. (175 X 220 mm.) 

Plate 76 

Murio la verdad 
(Truth has died) 

Etching and burnisher 

6% X 8 n A 6 in. (175 X 220 mm.) 

Plate 79 

Si resucitara? 

(Will she rise again?) 

Etching and burnisher 

6% X 8 n A 6 in. (175 X 220 mm.) 

Plate 80 










La Tauromaquia 



Desgracias acaecidas en el tendido de la plaza de Madrid y muerte del alcalde Torrejon (Dreadful events in 
the front rows of the ring at Madrid and death of the mayor of Torrejon). 


In 1815 while still working on Disasters 
of War, Goya began a new project dealing 
with bullfighting. Thirty-three of the 
forty-five etchings he created on the 
theme were published in 1816. Despite its 
popular subject matter, the series was not 
a financial success. The plates recount the 
history of the sport from ancient times 
when Spaniards hunted bulls through the 
ritualization of the movements by the 
Moors to the ennobling of the activity in 
the hands of the Royalty and finally the 
emergence of bullfighting as a national 


spectator sport for the people. Specific 
modern bullfighters and events are cited. 
Given Goya's current involvement with 
Disasters not to mention the cynical view 
of man expressed in Caprichos, it is diffi¬ 
cult to believe that Tauromaquia with its 
depiction of a violent, life-and-death battle 
between man and beast simply represents 
the origins and development of a sport. 
However, any interpretation of the series 
as a commentary on national character, 
politics, and history is purely speculative. 
The impressions in this exhibition are from 
the third edition of 1876. 




















Modo con que los antiguos espafioles cazaban los 
toros a caballo en el campo 
(The way in which the ancient Spaniards hunted 
bulls on horseback in the open country.) 

Etching, burnished aquatint and drypoint 
9 13 /i6 X 13 13 /i6 in. (250 X 350 mm.) 

Plate 1 

Palenque de los moros hecho con burros para 
defenderse del toro embolado 
(The Moors use donkeys as a barrier to defend 

themselves against the bull whose horns have been 
tipped with balls) 

Etching, burnished aquatint, drypoint and burin 
9% X 13 13 /i6 in. (245 X 350 mm.) 

Plate 17 

Otra locura suya en la misma plaza 
(Another madness of his [Martincho's] in the same 
ring) 

Etching, burnished aquatint, drypoint and burin 
9% X 13 13 /i6 in. (245 X 350 mm.) 

Plate 19 

Ligereza y atrevimiento de Juanito Apihani en la de 
Madrid 

(The agility and audacity of Juanito Apinani in [the 
ring] at Madrid) 

Etching and aquatint 
9 5 / 8 X 14 in. (245 X355 mm.) 

Plate 20 


Desgracias acaecidas en el tendido de la plaza de 
Madrid y muerte del alcalde de Torrejon 
(Dreadful events in the front rows of the ring at 
Madrid and death of the mayor of Torrejon) 
Etching, burnished aquatint, lavis, drypoint; and 
burin 

9 5 / 8 X 14 in. (245 X 355 mm.) 

Plate 21 

Mariano Ceballos, alias el Indio, mata el toro desde 
su caballo 

(Mariano Ceballos, alias the Indian, kills the bull 
from his horse) 

Etching and burnished aquatint 
9 13 A6 X 13% in. (250 X 350 mm.) 

Plate 23 

El esforzado Rendon picando un toro, de cuya suerte 
murid en la plaza de Madrid 
(The forceful Rendon stabs a bull with a pique, from 
which pass he died in the ring at Madrid) 

Etching, burnished aquatint and burin 
9 13 A 6 X 9 13 A 6 in. (250 X 250 mm.) 

Plate 28 

Pedro Romero matando a toro parado 
(Pedro Romero killing the halted bull) 

Etching, aquatint, drypoint and burin 
9% X 14 in. (245 X 355 mm.) 

Plate 30 



Los Proverbios or Los Disparates 



El caballo raptor (The horse-abductor). 


The series of twenty-two large aquatint 
etchings, which Goya began around 1816 
and may have left incomplete at his 
departure for France in 1824, are among 
his most powerful compositions. They are 
also among the most enigmatic, for the 
artist left virtually no clue to their mean¬ 
ing. Neither the name of the entire series 
nor the titles of individual prints are 
certain. The term “proverbios" (proverbs) 
was given to the series when eighteen of 
the plates were first published by the 
Academy of San Fernando in 1864. The 
remaining four, not discovered until 


several years later, were issued by the 
French magazine L'Art in 1877. A caption 
for each image was devised at the time of 
publication. In the first years of this 
century, early trial proofs of many of the 
plates inscribed with phrases that began 
“disparate" (folly) were found. Although 
generally accepted as original, these brief 
and cryptic titles offer little insight into 
the content of these unsettling images, 
which frequently relate visually and 
thematically to works from the other 
series. The impressions in the exhibition 
are all from the first posthumous edition. 










[Por temor no pierdas honor] 

(Do not lose honor through fear) 
or 

[Disparate de miedo] 

(Polly of fear) 

Etching, burnished aquatint and drypoint(?) 

9 5 / 8 X 13 13 /i6 in (245 X 350 mm.) 

Plate 2 

[Andarse por las ramas] 

(To go amongst the branches; i.e., to talk through 
one's hat) 
or 

[Disparate ridiculo ] 

(Ridiculous folly) 

Etching, aquatint and drypoint 
9 5 / 8 X 13 13 /i6 in. (245 X 350 mm.) 

Plate 3 

[Hizonos Dios y maravillamos nos] 

(It is amazing—and we were made by God) 
or 

[Disparate furioso] 

(Furious folly) 

Etching and burnished aquatint 
9% X 13 13 /i 6 in. (245 X 350 mm.) 

Plate 6 

[La que mal marida nunca le falta que diga] 

(She who is ill wed never misses a chance to say so) 
or 

[Disparate desordenado] 

(Disorderly folly) 
or 

[Disparate matrimonial] 

(Matrimonial folly) 

Etching, aquatint and drypoint 
9 5 / 8 X 13 13 /i6 in. (245 X 350 mm.) 

Plate 7 

[So el sayal, hay al] 

(There is something beneath the sackcloth; i.e., you 
can't judge a man by his clothes) 
or 

[Los ensacados] 

(The men in sacks) 

Etching and burnished aquatint 
9 5 / 8 X 13 13 /i6 in. (245 X 350 mm.) 

Plate 8 


[La mujer y el potro, que los dome otro] 

(A woman and a horse, let someone else master 
them) 
or 

[El caballo raptor] 

(The horse-abductor) 

Etching, burnished aquatint and drypoint 
9% X 13 13 /i6 in. (245 X 350 mm.) 

Plate 10 

[Alegrias Antruejo, que mahana seras ceniza] 
(Rejoice, carnival, for tomorrow thou wilt be ashes) 
or 

[Disparate de carnaval] 

(Carnival folly) 

Etching and aquatint 

9% X 13 13 /i6 in. (245 X 350 mm.) 

Plate 14 

[El que no te ama, burlando te difama] 

(He who does not like thee will defame thee in jest) 
or 

[La lealtad] 

(Loyalty) 

etching and burnished aquatint 
9 5 / 8 X 13 13 /i6 in. (245 X 350 mm.) 

Plate 17 

[Bailando en una cuerda floja] 

(Dancing on a slack rope; i.e., skating on thin ice) 
or 

[Disparate puntual] 

(Punctual folly) 

Etching, aquatint, and drypoint (?) 

9% X 13 13 /i6 in. (245 X 350 mm.) 

From L'Art 

[Quien se pondra el cascabel al gato?] 

(Who will bell the cat?) 
or 

[Disparate de bestia] 

(Animal folly) 

Etching, burnished aquatint and drypoint 
9 5 / 8 X 13 13 /i 6 in. (245 X 350 mm.) 

From L'Art 


Bulls of Bordeaux 



Bullfight in a divided ring. 


Lithography, a medium developed at the 
end of the eighteenth century, was intro¬ 
duced in Spain in 1818. The following 
year Goya made his first lithograph. Six 
years later during his exile in Bordeaux, he 
produced the celebrated Bulls of Bordeaux, 
a group of four prints including “Bullfight 
in a divided ring." As the series shows. 


Goya at the age of 79 with his eyesight 
failing had mastered a new process. These 
compositions of daring originality and 
complexity were among the last he created. 
He died in Bordeaux three years later. 

Bullfight in a divided ring, 1825 
lithographic crayon and scraper 
ll 13 /i6 X 16 5 /i6 in. (300 X 415 mm.) 


Landscape with waterfall, c. 1920 
etching and burnished aquatint 
6V 4 X liy 4 in. (156 X 285 mm.) 


Single Plates 

Dios se lo pague a usted 
(May God, rep ay you) 
or 

Barbara dibersion 
(Barbarous entertainment), c. 1867 
etching, aquatint and drypoint 
6% X 8 7 /i6 in. (175 X 215 mm.) 

Trial proof 






A Note on the Catalogue 

All information on titles and medium come from 
Tomas Harris, Goya: Engravings and Lithographs 
(Oxford: Bruno Cassirer, 1964). Following Harris, 
brackets indicate traditional or new titles rather than 
those given by the artist. Translations appear in 
parentheses. Measurements of plate size are given in 
inches and millimeters; height precedes width. 







